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Intercultural  Balinese  Painting
from  the  Classic  to  the  Modern
I WAYAN SETEM
Department of Pure Fine Art, Faculty of Fine Art and Design,
Indonesia Institute of the Arts, Denpasar, Indonesia
This article examines the representation mode painting like a change parallel to the profound transformation
of the technical or theoretical knowledge, and also parallel to changes in the Balinese society values due to
the physical evolution and the evolution of the system of values. In fact, within one century of painting it
has been like moving from the classical, traditional, standard, homogeneous, local, and collectively turned
into a painting that has been varied, heterogeneous, individual, and internationally with a modern twist.
These waves of change occurred in the span of time through several stages, and most striking result from
cash capitalistic economy and culture, especially tourism. In pre-colonial time the painting is a narrative
religious functions until the time of breath commercialism modernist touches to always make innovations or
changes. From the sacred space of temples and palaces to moving objects souvenirs, hotel interiors, fash-
ion and even interior and exterior car. Developments of painting through innovation should not be inter-
preted as a discontinuity (rapture) or discontinuity of the local context, but on the contrary, to appreciate
again the classical values (pastiche), not by road of preserving it rigidly, but the process of reinterpretation
and re-contextualization.
Keywords: Intercultural, reinterpretation and recontextualisation
Culture at a time will change. At least there are two
things that become the cause of cultural change. First,
is the occurrence of environmental changes which
may require changes in culture that is adaptive. Sec-
ond, the occurrence of contacts with other nations
which might lead to acceptance of foreign culture so
that there was a change in values and behavior of
the existing layout. The ability to change an impor-
tant trait in human culture (Haviland, 1988: 251).
Culture of each ethnic group varies according to the
nature of culture itself. Therefore, any changes made
to vary. In this case, the factors that influence the
process of change within a specific culture including
just how far a culture support and agree to the flex-
ibility, the needs of the culture itself at a certain time,
and most importantly at the level of compatibility
between elements of the new and existing cultural
matrix. Changes in culture can be run in a slow, some-
what longer, and faster.
Tradition is defined as a form of work, style, conven-
tions or beliefs presented as a continuation of the
past into the present. Tradition, therefore is some-
thing that never changes, and is run as a repetition
(repetition). Tradition is the ‘repetition’ and
‘reproductiion’. The tradition was continued from one
generation to the next as a knowledge  and truth,
which need not be questioned or reinterpretation. This
is the conventional notion of tradition.
In the conventional sense, the merging of tradition
and change in terms (change) - such a change or
development of the tradition - to produce a semantic
contradiction. Whereas, the tradition is a reproduc-
tion or a continuation of the past, and he will lose if
he changed the nature of tradition. The changes are
considered as enemies of tradition, which threaten
the authenticity, authenticity and sustainability. Like-
wise the term merging of tradition and development,
because when the tradition developed, then of course
he was not a tradition anymore. However, many see
that the conventional understanding that is not true,
because in the course of time there is always an in-
terpretation and reinterpretation of tradition, and he
still called tradition.
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Art in Indonesia is a reflection of a very large diver-
sity. Geographical and historical factors obstruct the
homogeneous development of the arts with the di-
rection of a single evolutionary line. Cultural phe-
nomena present in the levels of a different life. Some
seem ancient but still vital, in other parts appear old
and already seems to be extinct or experiencing radi-
cal transformations, while another part of the new
born and grew up with great and fast (Holt, 2000:
xx).
In the continuum of cultural growth, the elements
overlap the old and new, mixed, or sometimes be
present side by side. These figures are only the year
that marks the approximate divisor introductory ideas
or new techniques, without needing to be explained
about the disappearance of the beliefs and habits
earlier. For that we need the renewal point of view
in observing the art of painting in Bali.
”The future way of thinking and attitudes needed a
new perspective view of tradition and modern art as
a continuum or a continuum (continuum). Entering
the third millenium barriers between tradition with
modern art will be even less clear (blurred). Due
process of globalization, cultural interactions (includ-
ing painting), both among the peoples (inter-cultural)
as well as between ethnic groups (intra-cultural), thus
becoming familiar artistic differences increasingly
blurred due to the interaction process, adaptation,
adoption, and even by the “marriage” of the various
elements of cultural arts.
In the next context is impossible Bali where Balinese
survive as at first, because of the influence brought
by the tourists and other newcomers. The tourists
must carry their own culture, which is also not nec-
essarily in accordance with the Balinese culture.
Tourists tend to bring the modern culture and the
Balinese culture thick with tradition. Influence of a
difference can occur in all sectors of life including in
the field of painting.
Not a few researchers both within and from abroad
have been researching the existence of painting in
Bali. Referring to the opinion of Stutterheim in Claire
Holt (1967), divides the ancient Balinese art into three
periods, namely 1) Balinese Hindus Period, from the
VIII century until the X century, “which had been
borrowed directly from the Indian influence (Bud-
dhism), or the influence of Java or second, carving a
truly Indian character created “, 2) the Bali Kuna, X
century until the XIII century. “A definite Indian in-
fluences, adapted and combined in an art which
clearly becomes inevitable Bali and with more primi-
tive in the beginning of the period which preceded
the arts, 3) Central Bali periods, evolved over the
centuries XIII and XIV, forming a transition to the
arts modern Balinese (Holt, 2000: 244).
Similar to what was recorded Jean Couteau pre-co-
lonial Balinese art is the legacy of an agrarian order
Hindu-Buddhist ideo-religious culture that developed
in Bali since at least the X century, when the estab-
lishment of the kingdoms’ was India’s “first. Variety
of pre-colonial Balinese culture is a blending between
the local indigenous elements with various elements
of the mainly Indo-Javanese Majapahit year signed
following the 1343 invasion. Painting that was known
at that time was dominated by the genre of “pup-
pet”, which is a good illustration of narrative or story
iconography derived directly from the art of puppetry
(Couteau, 2002: 106).
In discussing the painting like a mixture of art mani-
festation ethnic Balinese with a variety of influences,
should once again citing the description Jean Couteau,
invasion of the Netherlands in 1845-1848 and 1906-
1908 in North Bali South Bali, crushing all political
foundation of pre-colonial Balinese art . The evolu-
tion of art starting in Buleleng Bali (North Bali), al-
though involving a secondary aspect. In the early nine-
teenth century had created a picture of a paper that
contains one scene alone and not the full narrative
that displays a series of different narrative scenes.
At the end of XIX century in Singaraja, Van Der
Tuuk a Dutch linguist ordered some pictures on, and
the image is already showing the beginning of the
structuring of space, replacing the iconic elements
of the parallel placement both horizontally and verti-
cally. In the twentieth century sculptor, sculptors
Buleleng has placed a new mathematical elements,
such as carving relief of people cycling in the temple.
It is already showing the new elements in order of
Balinese art (Couteau, 2002: 106).
Painting is one of the elements of culture that has
been and is in the process of change due to intensive
interaction with various arts of other peoples, so the
form of painting has become inter-cultural. Painting
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since the beginning of its growth can not be sepa-
rated from the influence of other nations so that the
art of painting was born a classic. Denture-denture
other national cultural expression has been influen-
tial on classical painting Kamasan puppet can not be
separated from the Indonesian art of travel.
So also the role of Rudolf Bonnet and Walter Spiese
who came to Bali. R. Bonnet and W. Spiese is for-
eign artists who put great attention to the artistic sense
in Bali. They form associations involving artists, com-
munities, village leaders, and the culturalist approach
and consultation with various parties, especially those
in authority Puri Ubud, finally associations formed in
the 1930s under the name of “Pita Maha” (Kusnadi,
from 1990 to 1991: 255) . “Ribbon” means noble and
“Maha” meaning great, so “Pita Maha” means the
bond of the sublime and beautiful artist. The purpose
and objective is to promote and develop the noble
values of works of art and artists raised the welfare.
Pita Maha” become a place of Balinese artists to
develop their creativity. West blend of modern aes-
thetics with a classic aesthetic that is based Balinese
Hindu religion.
Modern aesthetics brought by Western artists R.
Bonnet and W. Spies accumulate the concept and
function of religious art into profane space that lead
to the expansion of the theme of the puppet into ev-
eryday objects, introducing the spirit of the individual
as well as introducing commercial value. The dy-
namics of this culture gave birth gendre paintings that
show the existence of such a new painting style of
Ubud, Batuan, Young Artist, Keliki, Sanur and oth-
ers.
Surrounding the 1950s show the academic movement
in art. This arises from the aspirations and ideas of
the younger generation who want a refresher in the
form of artwork. Thoughts and aspirations of the birth
the idea of establishing schools of art. Artistic con-
ception began with a clearly formulated verbally in
the form of books written on the catalog.
In the era of New Order government in 1966, with
policy development programs in various sectors, es-
pecially the policy of the government program,
launched in Bali as a tourism area in the eastern In-
donesian region. In line with the program starting
capital owners to invest in Bali to support the devel-
opment of the tourism sector with the emergence art
shop and gallery to accommodate the creativity of
artists.
Inter -cultural painting in Bali, which is marked by
such an intensive interaction with various influences
and then combined with the concept of ethnic Ba-
linese painting. This is a inter-cultural discourse in
the arts world, from ethnic to a new tradition that is
the area that stores various recordings ‘intercourse’
between ethnic arts with other artistic influences.
THEORY BASIS
Evolution Theory
In outline the theory of evolution describes the de-
velopment of society as follows: first, social change
is considered to be unidirectional rectilinear move-
ment, in other words mass already clear before the
world community and can be predicted that at some
point later in a relatively long transition period, the
world will become forward. Second, the theory of
evolution mixing between the subjective view of value
and the ultimate goal of social change. Changes in
modern society, is something that can not be avoided,
by modern society is a form of society which as-
pired, which contains all the elements of the so-called
good and perfect in it there is what the theory of
evolution is also considered that current social
changes slowly and gradual (Suwarsono, et al. 1994:
10).
Theory of Evolution in this paper look at the move-
ment of the development of classical painting in Bali,
from ethnic art (wong-tunnel) gets from Java inter-
cultural (Majahpait) became classic puppet Kamasan
painting, moving backwards in the influence of colo-
nial and now bear a variety of art tourism “ genre “.
It shows the evolution from ethnic to classical, tradi-
tional, modern, post modern fired. Changes not only
in terms of form but also the function and meaning
shifts as part of evolution they experienced.
Conflict Theory
The conflict is essentially a social phenomenon in-
herent in the life of every society which is affected
by the power, order, interest, domination and hege-
mony. Conflicts in society always have the degree
and pattern of each that is caused by three sources,
namely 1) competition over resources, the means of
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production and employment, 2) expansion of the so-
cial boundaries of cultural and social identities and
political interests, 3) collision political interests, ide-
ologies and religions (Pitana, 2004: 21-22).
In that position of conflict by artists in Bali in absorb-
ing modern ideas brought by tourists (made to or-
der), whereas previously the painting artists accus-
tomed to working on a classic style / tradition is con-
fronted with the demand for tourism taste works so
that a conflict of ideas in the disclosure form / for-
mat painting.
Modernization Theory
Modernization is defined as the process trasformation
In order to achieve a modern status, structure and
traditional values in total should be replaced with a
set of structures and modern values. For this case as
quoted Hungtington in Suarsono et al. stated that the
modernization of traditional and modern view as two
concepts that are basically incompatible. In this case
the theory of modernization describes in detail what
were the characteristics of modern society, while the
characteristics of traditional society to discuss for-
gotten. By basing ourselves on the formulation of a
theoretical framework and methods oo study, mod-
ernization can reduce the implications of develop-
ment policies that need to be followed by a third coun-
try in an effort to modernize itself (Pitana, 2004: 23-
24).
By using this theory can be observed changes in the
beauty of the painting like a classic beauty that moves
into the modern. Modern art is art that always show
the new reality is not limited by style and a certain
style, but the expression and spiritual attitude that is
based on the spirit of their creator exploration,
equipped with a frame of reference of the western
aesthetic information.
INTERCULTURAL PAINTING BALI
The term is more unpopular than trans-cultural. in-
ter-cultural and multi-cultural, as described (Nieto,
1992: 48). This term seems appropriate in an effort
to reach a dialectical exchange between cultures.
This term does not by itself indicate that it contains
two cultures come into contact with each other in it,
but he can have two different cultures interact, stimu-
lating and answer the questions a person against an-
other person. This term will be useful in seeing “bang-
ing” culture that has played an important role for
hundreds of years. While the term trans-cultural and
multiculturalism do not show more clearly the dia-
lectic process. These two terms can reach beyond
the scope, but this term can not display a mixture of
“ingredients” of different cultures.
Inter-cultural is diversity and cross cultural issues
faced by every community and public awareness of
open intercept. This term refers to the process of
cooperation, interaction and intersection between
cultural groups. Cross-cultural obtain a new dimen-
sion with respect to intensive cross-cultural contigu-
ity either because the process of globalization and
the media revolution. Contiguity between cultures,
not just beyond geographical boundaries, but also
crossed in the time dimension is moving into the past
and the future. Compaction of space and time in the
process of cross-cultural, natural disassemble the
transmission value which is usually passed down
from generation to generation (Rahzen, 1999: viii).
Rustom Barrucha asserts that inter-culturalim is au-
tonomous. Nor is it a fair game, so far in practice
made possible through an exchange with an unfair
basis. To this day continues to be inter-cultural theory,
rhetoric, concepts, frameworks, maps, and funds,
almost all first-world location (Barrucha, 1999: 14).
For the term multiculturalism is understood as there
is an emphasis on race, referring to the diversity that
shows harmony, but ignoring the problem of language
and culture (Good, 2001: 9-11). As a result it will
lead to conflict such as Indonesia. For the concept
of inter-cultural must be understood as something that
is not defined solely as between racial pluralism, but
also as a reaction that includes culture, language in a
more detailed review primarily related to the emer-
gence of dominance strength between one language
with another language. So the proposed direction of
I Gusti Ngurah Bagus is a balance between the in-
terests of certain ethnic with other ethnicities inter-
act.
Inter-cultural is not kill the process of ethnic cultures,
but trying to integrate ethnic culture with other eth-
nic thereby creating something new appears and can
be enjoyed by all ethnicities who support them. Eth-
nic culture is alive and growing in accordance with
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its function. Creation of something new it will add a
richness of cultures that exist in Indonesia. Here’s
the changes will be visible.
Process Intercultural Balinese Painting of Mod-
ern Ethnic Up Post
1. Establishment of painting to become a classic
(Kamasan).
Habits in the days of Hindu painting is mentioned in
the Hindu-Javanese literature. How did the tradition
of drawing and painting style in the days of the
Hindu’s lack of explanation. Sculptures to decorate
the temples of East Java is important to stand as a
source of introduction of the Hindu era painting
(Yudoseputra, 1990-1991: 40).
Since the Bali tread familiar with the history of pup-
pets. When the reign of King Ugrasena (896. M), in
one of the terms mentioned parbhwayang prasasti
there. Further around the XI century (1045-1047), in
inscriptions issued by King Child Wungsu Aringgit
there are terms and there are scratches motive
batara puppets depicting Shiva. This gives clues have
known the existence of groups that have a skill to
paint puppet (Kanta, 1975: 6).
The inscriptions which mention the existence of pup-
pets, namely: the inscription Bebetin A 1, No. 002,
reads: “... Pande copper, puppet, singers, bat sounds,
drum beaters, piper, masked dancers, puppeteers
(parbayang) ... dropped in Panglapuan in
Singamandawa in X, the day-to ¬ 5 poro light on, day
trades Manggala Wijaya, Çaka 818 years.
Supposedly the writers of the early puppet home his
first of the artist, primarily painting and sculpture that
want to realize content epic story of Ramayana and
Mahabharata. Then made by the artist’s paintings in
the form of men decorated palm leaves with carv-
ings, coiled, necklace, bracelets, earrings and other.
The shape and face painting was adjusted with the
character or nature of the painted scenes or actors.
To add a beautiful color painting was given in accor-
dance with the nature of the perpetrator.
In the manuscript of Kekawain Udayana No. 691
collections of the Faculty of Letters Udayana Uni-
versity are mentioned:
Dening loka... ngalem to the Bhujangga pinuji, ndan
sayunanira the most initiative Prabhangkara
winuwus, Muang puzzle wenten wicak sanani the
Bhujangga karengo, ira tuladen sasing Nika color
ring kawaka yadian piteki giant god denawa pisaca
tui, mwang stryarja neleming sara niyata
makewehanira tan ....
Meaning:
... By the people to respect all the Bhujangga com-
mendable expertise, as for the title of his very Masyur
Prabhangkara. This is no longer the Bhujangga ex-
pertise, all that art can imitate drew (painted), although
the giant, deities, demons, gods and beautiful daugh-
ters, who in
praise of the world he is certainly not difficult by paint-
ing ...
In the palmyra manuscript Tantu Pangelaran No: 48
there is mentioned Bhagawan Ciptagopta painting,
marna amadna-ri Lanka Soka rupaka copyright
crana mpune tanganta, matangnian. Mpu
Ciptangkara ngaranta angelukis ...
Meaning: Bhagawan Ciptagopta painter, concoct
sentences, and then realize the creation of his thumb,
that’s why .. Mpu Ciptangkara name as a painter
(Kanta, 1975: 4-5)
To interpret the terms of the puppet’s current form
we have seen historically, that Bali has long been in
contact with the East Java since the VIII century
Dalem Kanuruhan’s government. The relationship
among the biological father of King Children Wungsu
namely: Dharma Udayana Warmadewa who mar-
ried the CRI Guna Dharma Patni Priya, daughter of
the descendant Makutawang Sawardana Sindok.
From the facts above, the form of a puppet in the
Balinese Hindu culture is the result of acculturation,
especially Java, East Java, particularly the influence
of Majapahit and Kertanegara. Other statements
mentioned in the Babad Dalem, that in Gelgel, King
Cri Dalem Kepakisan never went to Majapahit and
the return received a prize from the royal Majahpahit
form: kris Begawan Canggu, belts worship Keropak
Jagat and leather puppets (Kanta, 1975: 7).
Furthermore, in ancient texts can be found in the form
of papyrus paintings are still popular puppet people
of Bali. Picture in miniature palm is a beautiful paint-
ing, which is done by means of sharp-edged knife
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that carved above palm leaves a very small format,
compressed elongated about 2 cm to 8 cm. Trenches
are created from scratch knife, then smeared the
mixture of oil and soot.
Painting style in this palm seems to be a forerunner
to the development of painting that developed the
classic puppet Kamasan XV century, and very ad-
vanced during the reign of King Delem
Waturenggong. The emergence of wong-wong paint-
ing or classical painting Kamasan Wayang Kamasan
starting perintahan Gegel fall and moved to Klungkung
in the year 1686 AD The collapse of the empire Gelgel
into the hands of the power of Gusti Agung Dalem
Maruthi Made resulted in the rise in morale for the
children to take back Kraton Sweca Pura Gelgel.
Once Dewa Agung Jambe holding of government,
the center moved to Semarapura kingdom, and there
Dewa Agung Jambe its staff to continue and deepen
the knowledge of the Dharma (Hinduism), literature,
philosophy, and art. Especially in the field of arts,
Dalem Klungkung was very concerned and aegis and
guidance to the painter in Kamasan. So famous names
Modara Sangging Gede, who until now considered
an elder by the artists in Kamasan. A priceless gift,
and in the long memories given to the kings of subor-
dinates (Kanta, 1977 to 1978: 10).
Kamasan painting at that time with the artists were
very high quality trusted by the community. This is
thanks to Klungkung legetimasi and services intro-
duced to all corners of this puppet painting Bali is-
land, so that the developing en masseThe artists were
able to become role models for the pattern of Ba-
linese painters. The guidelines of this visualization
becomes stronger due to implemented with the
awareness by Balinese artists who consider art as a
gift from Ida Sang Hyang Widhi Wasa, taught by the
Gods and Goddess to comply with the provisions
tatwa (philosophy of) religion. A similar view to un-
derstand the work gave birth to “obey” the rules with
the principle of service (working without vested in-
terest) through the “intention” sacred, so no need to
write names on each of his works. The painter was
pleased when his work copied, regarded as the
dharma bhakti for the public interest.
Kamasan is a classic painting works of art whose
beauty enjoyed through the visual, an expression of
the artist’s starting point in the story of puppetry. It
says “classic” because it has already reached its
peak. The peak of its power seen in other forms of
puppet figures are displayed with all the attributes
which decorate it. Form of figures and attributes were
already a standard thing and agreed by the general
public.
2. Distribution and development in Ubud
While in Ubud painting that closely resembles that
developed the classic Kamasan painting. The rapid
progress experienced when it comes Ubud painter
painter foreigners such as Walter Spies settled in Bali
began in 1927 and the agreement of Klungkung with
Tjokorda Gede Agung Sukawati to make contact with
cultural and foreign artists who are interested in Ba-
linese art. Wallter meeting Spies and Rudolf Bonnet
with Balinese painters not only produces a change in
art style and attitude for the painters of Bali, but is
able to raise the degree of the constellation of Ba-
linese painting into the art world.
In the beginning was the violist Walter Spies came to
Ubud at the invitation of the king of Ubud, Tjokorda
Gede Agung Sukawati. Introducing the King of Ubud
with Walter Spies kekratonan occurred while attend-
ing a ceremony in Yogyakarta. But while in Ubud,
Walter Spies was very interested in the natural beauty
of life is supported by the cultural arts. Seeing the
painting in Ubud, which has a specific value so that it
appears its intention to sell the paintings to his guests.
From the results of activities to promote the work of
these artists, the more open-minded to appreciate a
work of art. Results Ubud artists can still be devel-
oped in terms of anatomy and perspective, besides
the artists are also expected to put a name on his
work. Indirectly, the existence of an individual touch
in the art.
Walter Spies painting eventually join while providing
guidance to the artists in Ubud. Campuhan he settled
in Ubud, so that mutual interaction content filling in
the works. Paintings by Walter Spies also indirectly
affected by the nature and culture of Bali, and then
reverse the work of artists in Ubud painting style
was influenced by Walter Spies. He pursue decora-
tive motifs with which sometimes surialistis dissemi-
nation. With the intercession of Tjokorda Gede Agung
Sukawati, Walter Spies foster painters Ubud and its
surroundings, providing notions of freedom in choos-
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ing the title of everyday human life, in the prepara-
tion of light to dark gradation abur technique (the
technique of color with layers of Chinese ink) , the
term perspective with which to see birds flying from
the direction of the object and something that seems
increasingly distant as well as the smaller the human
form in the elongated proportions.
While the painter Rudolf Bonnet to his naturalistic
style, giving the effect, the proportion of anatomy,
and in making objects closer to reality. Rudolf Bon-
net as pemerakarsa establishment of “Pita Maha” in
the date January 29, 1936 (Catalogue of the museum,
1984) and the establishment of the museum Ratna
Warta Museum Ubud.
Reform movement “Pita Maha” Walter Spies guid-
ance and dozens of artist Rudolf Bonnet produced
qualified, divided into multiple streams that include
both rural sculpture and painting. Education is the
goal of this organization to build and develop the po-
tential of the artists artwork. “Pita Maha” was also
called the agency that sets standards of artistic works
of the artists whose role as a promoter and market-
ing his work. Its members are not limited to the art-
ists in Ubud, but until Klungkung, Denpasar, Sanur.
Gusti Nyoman magnate is Lempad, an undagi (ar-
chitect), so aware of the technical capabilities of the
medium of paper, lifted the black-and-white painting
to a level that has never in its original state. At work
Lempad Manjadi line encyclopedia, he exists for the
sake of aesthetics alone, and not just linear as a mere
illustration of the support that is different from pre-
colonial style. Another important figure is Anak Agung
Gede Sobrat whose career showed impressive sty-
listic evolution.
3. Distribution and growth in Batuan
In the village of Batuan Sukawati district, developing
a traditional painting style is somewhat different with
Ubud. S type decoratively arranged in such a way
that seems very detailed. The colors are applied in
the works give the impression more dense and slightly
darker by applying techniques manggsi Sigar, so that
visually displays the form of a spooky, magical and
terrifying, and the paintings reflect a certain atmo-
sphere of the night, reminiscent of a dance or drama
gambuh performed at night. Paranan line was so
dominant as a barrier field-painted with painstaking.
This style has been started since the 1930s, where
the work of artists is more like a watercolor or tem-
pera on paper.
The characters of this rock style of painting, among
others, I Patra, I Ngendon, Ida Bagus Togog, Ida
Bagus Made Wija, and others. Painters I Ngendon
and Ida Bagus Togog including the first painter who
adopted the human anatomy as taught her Bonnet.
Two of these painters became a pioneer, opening the
way to introduce the theme-the theme of everyday
life in paintings.
A.A. M. Djelantik (1996) describe the painting style
of rock, can be divided into three genres. First, it can
be seen from the descendants of the family of the
late Ida Bagus Togog which according to tradition
inherited skills as craftsmen, depicts the stories of
Ramayana and Mahabharata or mythological sub-
jects. Having been a member of “Pita Maha”, he
also received guidance Rodolf Bonnet and Walter
Spies. He paints on canvas in large sizes (Djelantik,
1996: 17).
Second, we can see Made Djata who likes to create
large-format works, describes the mythology and sto-
ries plus a wealth of imagination and puppet fanta-
sies own. Painting-shaped island of Bali with all its
paraphernalia of detailed, starting from I Djata sub-
sequently influence other artists such as, Made Body,
Rajin Wayan, Made Bukel, Sujendra, and god
Mandra.
Third, the can be witnessed from paintings seasoned
with humor, witty, which is good reactions about
modern life, especially the tourism industry in Bali
with all its aspects. In a naive style, but done with
the craft was still perfect and sensitive artistic in-
stinct, theme-theme paintings on the image range
from bicycles, cars, airplanes, helicopters combined
activities depicted religious ceremonies and at ran-
dom, funny, and exotic.
4. Distribution and development in Sanur .
Dutch expedition landed in Sanur in 1906 to strike
the earth, under the pretext of Badung Sri Komala
ship seized by local residents after a beached due to
the enactment Rights Tawan Sanur Reef. After
Badung conquered and occupied, and Dutch empires
intensively promote Bali in Europe and America. Bali
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The Last Paradise promised by found a dream in
which beautiful, beautiful nature, customs and cul-
tures that live beats. This campaign will open the
eyes of the western world the beauty of the cultural
richness of Bali.
Since the 1920s the Europeans coming to Bali with
in the KPM ships(Koninklijke Paketvaart
Maatschppis / Royal Dutch Shipping Company) as a
travel agent tour, which landed in Sanur. The first
time the Dutch came J.A. Houbalt lived and settled
near Pura Mertasari very sacred by the local com-
munity. But he did not stay long because the unfortu-
nate house fire. After that some dealers and artists
to create a place to live on the coast of Sindhu, Sanur.
Neuhaus brothers (Hans and Rolf Neuhaus) is a
German who came to Bali in 1935 with his mother.
When he was in Gilimanuk, Jembrana they met with
the Walter Spies, who suggested in an attempt to
make a living, Sanur area is the ideal place. Finally
Neuhaus Sindhu brothers lived on the coast and open
businesses souvenir shops selling ceramics, sculp-
ture and painting eventually sold (Viker, 1998: 9).
Birth of paintings in Sanur partly conditioned by the
culture of generosity that has the ablility of Neuhaus
brothers in marketing. The results of the Pita Maha
artists marketed in Sanur area by Neuaus brothers
because he is more able to cooperate with KPM and
contact the Bali Hotel as the inn’s greatest moments.
According to the documentation Betenson-Mead,
there are more than 60 people became a painter in
Sanur (1960). Prominent painters, among others: Ida
Bagus Rai Griya, (Pedanda Wayan Mas), I Gusti
Made Pitja, Ida Bagus Nyoman Rai, I Gusti Made
Oka, Ida Bagus Soenia, Ida Bagus Lake and others.
After World War II, Neuhaus and Walter Spies broth-
ers because a German citizen, then imprisoned by
the Dutch government. Neuhaus was exiled to In-
dia, while Walter Spies was one of the bombing vic-
tims of the ship-transport ship Van Imhoff Tawana
from Padang to Sri Lanka (Ceylon), which was
bombed by Japanese aircraft near kepulawan Nias
in 1942. With the loss of brothers Neuhaus painters
Sanur lost art patron. Some of them switch this pro-
fession for their livelihoods.
Around the year 1946 a Dutch citizen named
Koopman founded the gallery in the Sindhu, Sanur
was followed Jimmy J Pandy a travel agency Tho-
mas Cook from Surabaya at the same time estab-
lishing Galleries shelter. Galleries grows like a fresh
breeze for the artist to return to work in Sanur. Thus,
Sanur has long been presented as a thirst-quenching
springs many great artists creative and stimulating
environment for the birth sederatan masterpiece.
The growth in Sanur painters can not be clearly sepa-
rated by the economic culture (culture economy), will
be able to show the truth more accurately: the dy-
namics of the market, especially the tourism market
will develop unidirectional and complementary. The
continuity of the growth pattern of the 1930s when
the brothers held the veins Neuhaus market, it still
lasts to this day.
5. Developments in academic painting
After Indonesian independence in 1945, the life of
painting in Bali began to be replaced by formal aca-
demic education, particularly through the Art of
Higher Education. In this institution held the teach-
ing-learning process is ideal in order to produce gradu-
ates qualified, independent and able to provide the
aesthetic and intellectual enlightenment to the gen-
eral public.
In academic education given to the ability of gradu-
ates to apply these concepts into works of art (in
practical terms), and gives the ability to apply con-
cepts into works of art or a scientific study (theoreti-
cal level).
Many artists have a new enlightenment, particularly
on intellectual, penggayaan insight knowledge, spirit
of good exploration of materials, techniques ex-
panded. Contact with the library and other media that
provide information about Western painting (modern)
and the interaction cross itnik placing the painters
play in the same field painters various regions in In-
donesia. As a result of the efforts to search for new
artistic language that is personal, related to cultural
issues, multicultural and political.
Thus in the 1970s until now in Bali appears a new
generation of talent that combines formal education
of academic excellence from the Institut Teknologi
Bandung, STSRI “ASRI” Yogyakarta, Indonesia In-
stitute of Arts Denpasar like Nyoman Tusan, Gunarsa,
Made Wianta, Wayan Sika, Pande Gede Supada, etc.
Made Djirna. Especially in Bali in 1992 majoring in
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painting opened at the High School of Art Indonesia
Denpasar (ISI Denpasar now) able to grow more
vibrant artistic activity. The students formed a group
for intensively and personally held exhibitions.
This academic movement that does not mean aca-
demically graduated artists, but also the artists who
have systematic thinking in the process of work. Mod-
ernization in the field of art is a reflection in an effort
to reform, seeking new possibilities in exploration
through expression. This arises from the aspirations
and ideas of the younger generation who want a re-
fresher in the form of artwork. In modernization
theory to explain, that the point of view (vision), which
became the main mode of analysis to the human fac-
tor in society. Modernization among the community
into a kind of commodity that puts the mentality fac-
tor changes. And not far from the modernization of
science and technology (Salim, 2002: 67).
The things that are classic or a local tradition in art
and became an academic strength in its development.
Like the painting like an artist first developed by pack-
aging Gunarsa with modern art and even post mod-
ern, bringing refreshment in his artistic creativity by
using puppets object which is a development of clas-
sical painting Kamasan puppet.
Already complete, because the layers upon layers of
intercultural painting like from classical to modern
post has been represented in the context of the jour-
ney. Any age or era, has the task assigned with spe-
cific reasons. This trend of strong powerful in opti-
mizing the potential of art and the continuing validity
of a more concentrated with patriotic spirit is fos-
tered by.
REPOSITIONING BALI PAINTING FOR
CREATING ADVANTAGE
Painting as a local culture in the era of economic
globalization, and cultural information today is in an
attractive condition or ‘stress’ (tension) in relation to
the various challenges and the impact of globaliza-
tion, which confronted the dilemma choices. On the
one hand, globalization is seen by local cultures as an
‘opportunity’ for developing your own potential and
advantages in a complex terrain of global competi-
tion, on the other hand, globalization seen also as a
‘threat’ (threat) to the existence and sustainability of
local culture itself. Globalization is ‘heterogenization’
once ‘homogenization’.
If it is so strong homogenizing force, then the local
culture can be dragged in homogenizing forces, which
threaten the sustainability and existence, and lose
their identity. On the other hand, if the local culture
does not do self-development, local benefits of the
creation of opportunities that just “taken over” by
the outside parties concerned, the form of ‘theft’ and
‘annexation’ culture, to ‘change’ in accordance with
the global capitalist economy.
In such a dilemma situation, efforts to create a ‘local
advantage’ (local genius) can be viewed as a strat-
egy, so that local culture can actualize itself within
the global context, and on the other hand avoid the
influence of cultural homogenization (cultural homog-
enization). For that, the excavation of local excel-
lence requires different thinking, both at the level of
philosophical, economic, sociological and cultural, that
is expected to open up opportunities for the enrich-
ment of local culture, by creating space for the de-
velopment of ‘local creativity’ or ‘cultural innova-
tion’, without having to value-Value of sacrificing
principle.
In the effort to create a local advantage in the con-
text of globalization, at least there are two problems
that arise, namely 1) how to develop local excellence
itself, based on the resources of existing local knowl-
edge: concepts, strategies and methods, 2) how the
local advantage can be placed in the context of glo-
bal competition today. In other words, the effort of
understanding and developing a local benefits are an
integral part in the understanding of global culture,
with many paradoxes and contradictions that exist
therein.
How to change a tradition? In this case, there is a
general assumption, that tradition does not have the
power of knowledge, creativity, need of achievement
or progressive mental attitude, which encourages the
direction of change. However, this is certainly a very
ideological view about society and ethnocentric tra-
dition. Instead, each tradition has a system of ‘knowl-
edge’ itself, which is called local knowledge, local
psychology and local aesthetics, with all its potential
for development and progress. However, local knowl-
edge is not getting an opportunity for the systematic
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development and incentives, so that he left behind
from the modern western knowledge. If there are
ideas and incentives and systemic reinterpretation of
traditions in new contexts (re-contextualization), he
was also able to generate innovation (indigenous in-
novation), innovation is rooted in the problems, re-
sources, and the psychology of creation and local
creativity.
Strategy development of painting like to generate lo-
cal benefits, can be explained as follows:
First, the reinterpretation strategy (reinterpretation).
Various sources of wealth of philosophy, knowledge,
technology, skills, materials and local aesthetics should
be in the context of painting like should reinterpreta-
tion within the context of the present. Reinterpreta-
tion that gives new meaning to an object leaving from
the meanings that already exist, without destroying
its essential values. In the exploration of the aes-
thetic appreciation of the uniqueness indispensable
place (place), human, knowledge and indigenious
culture. However, also required the expansion of
awareness about the importance of insight knowl-
edge, enrichment of the language and idioms, and
the increasing complexity of the aesthetic, through a
reinterpretation of the aesthetic (an aesthetic rein-
terpretation) of local expressions, based on the con-
sideration that the identity, value and meaning of aes-
thetic (aesthetic meaning) is seen as something that
was never finished (the definite), always open to in-
terpretation or meaning, new meanings (interpreta-
tion of interpretation), in a process that has always
been (Becoming).
Second, transesthetic crossings strategy. Local cul-
tural development opportunity for a (or several) line
crossings between a local culture or other cultural
resources, in an arena dialogistic cultural (cultural
dialogism). That is, the development of painting like
the opportunity for a process of cultural meetings
and even cultural exchanges (cultural exchange), to
produce shapes or formations rich, different and di-
verse. In exchange they are formed in the fabric of
a reciprocal process of giving each other, influence
each other, enriching each other or push each other
to the various possible forms, expressions or a new
formation. Various lines are very rich dialogue is ex-
pected to produce shapes, concepts, ideas, idioms,
language phrase that was not imagined before. Al-
though, in the process of exchanging it certainly
needed to play together in a constructive rules.
Third, the dialogistic cultural strategye (cultural
dialogism). Meeting a culture of (local) with another
culture involves the selection process, intercultural
exchange and influence the complex, which can ac-
tually be positive, constructive and productive for the
development of local culture itself. What makes the
local culture enthusiastically accept foreign culture,
is the spirit to build a common denominator of cul-
ture through a process of mutual exchange of cul-
ture (cultural exchange).
Fourth, openness strategy-critical (critical openness).
Local cultural development process, in order to find
a local advantage, according to an attitude of open-
ness to various cultures enter from outside (foreign).
However, this openness must be accompanied or
inklusifisme critical attitude, the ability to assess for-
eign culture, thus creating a kind of critical open-
ness. Local culture to open up to various develop-
ments, discoveries and new innovations in every field
from various foreign sources or external, which in-
teract, which is based on attitude  of inclusiveness
and tolerant, that is an attitude that does not put a
prejudice against foreign cultures, but is able to view
it more positively, constructively but also analytical
and critical, as long as he did not threaten local val-
ues itself. This critical attitude is needed in order to
filter out the negative aspects that threaten the basic
values of local culture, but instead will accept the
positive aspects for the enrichment of local culture
itself.
Fifth, the strategy of differentiation of local knowl-
edge. Development of local culture can not be done
without increasing the quantity and quality of research
and knowledge development, through various re-
search and development activities of local knowledge
and indigenous knowledge. Research and develop-
ment of local cultural knowledge is expected to ex-
plore the sources of local knowledge (local knowl-
edge) or knowledge of ethnic (indigenous knowledge)
that is very unique and rich, so it can produce some-
thing new. In this study, it should be an emphasis on
objects, problems and indigenous approaches, which
are expected to produce a variety of unique cultural
products, different and original.
Sixth, a strategy of lifestyle (life style), which is study-
ing changes in lifestyles, by following the new devel-
opment trend. lifestyle changes is very important to
be known by every party to the process of innova-
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tion, product, form, function, image or a certain style
of local products, due to no longer suitable to the
lifestyle of the sapling. Understand the lifestyle
change means understanding the changes in the pat-
terns of use of space, time and goods. Many prod-
ucts have failed, due to the designer and the produc-
ers failed to understand the changing lifestyle of con-
sumers.
CONCLUSION
Balinese cultural exchange motivate people to do the
filtering process, organize, separate, select and de-
cide, in an intercultural meeting productive. It involves
a process of mutual exchange of learning, playing
and competing with each other which was framed
by the rules (rules of the game) so the absence of
negative conflicts that could open new insights in the
process if the copyright, a sense of creativity and
initiative as the basis of art.
Painting has been moved to follow the development
progress of the age, from classical to traditional and
developing and moving towards modernization and
post modern. Although the resulting experience re-
newal, but the beauty of its lines and the power gen-
erated by the force and the object-object remains
strong roots in the traditions of Bali, which is the de-
fense aspect inherited by generations.
Market dynamics, especially the tourism market has
been and will run affect each other. Economization
(capital) in the context of painting in Bali has been a
life support system and the ongoing creation. A pa-
tron of artists and works, continuity growth pattern
of the 1930s when Neuhaus holds the artery was
still going on the market today.
Acknowlegment:
Thank to I Gusti Made Sutjaja (translation)
REFERENCES
Bagus, I Gusti Ngurah. (2001), “Reformasi,
Multikulturalisme, dan Masalah Politik Bahasa di
Indonesia”, Makalah Seminar di Program Studi S2
dan S3 Kajian Linguistik Universitas Udayana
Denpasar-Bali pada tanggal 25 Mei 2001.
Barrucha, Rustom. 1998/1999. “Interkulturalisme dan
Multikulturalisme di Era Globalisasi: Diskriminasi,
Ketidakpuasan, dan Dialog”. Jurnal Seni
Pertunjukan Indonesia Th. IX: Bandung: MSPI.
Couteau, Jean. (2002), Wacana Seni Rupa Bali
Modren, dalam Paradigma Pasar Aspek-Aspek
Seni Visual  Indoneisa, Yogyakarta, Yayasan
Cemeti.
Djelantik, A.A.M. (1996), Pengantar Dasar Ilmu
Estetika I, Denpasar, STSI Denpasar.
Hartiningsih, Maria. (200), “Asimilasionisme vs
Multikulturalisme”, Jakarta, Kompas, Rabu 14 Maret
2001.
Haviland, William A. (1988), Antropologi. Jilid I dan
II (Terjemahan R.G. Sukardjito), Jakarta, Erlangga.
Holt, Claire. (2000), Melacak Jejak Perkembangan
Seni di Indonesia (Terjemahan R.M. Soedarsono),
Bandung, Arti Line untuk MSPI (Masyarakat Seni
Pertunjukan Indoneia).
Kusnadi. (1990-1991), “Seni Rupa Indonesia di Masa
Perintisan”, dalam  Perjalanan Seni Rupa Indo-
nesia dari Zaman Prasejarah Hingga Masa Kini,
Panitia Pameran KIAS.
Kanta, I Made. (1977/1978), Proses Melukis
Wayang Kamasan, Denpasar, Proyek Sasana
Budaya Bali.
Nieto, Sonia. (1992), Affirming Diversity:  The
Sociopolitical Context of Multicultural Education,
New York, Longman.
Pitana, I Gede. (1994) Dinamika Masyarakat dan
Kebudayaan Bali, Denpasar, Bali Post
Rahzen, Taufik. (1998/1999), “Keragaman dan Silang
Budaya: Mencari Beberapa Agenda” dalam Jurnal
Seni Pertunjukan Indonesia Th. IX, Bandung,
MSPI.
Salim, Agus, (2002), Perubahan Sosial Sketsa Teori
Refleksi Metodologi Kasus Indonesia,Yogyakarta,
Tiara Wecana Yogya.
257
Volume 25, Number 3, December 2010 MUDRA Journal of Art and Culture
Sudarmaji. (1977), Derent Styles of Painting in Bali,
Gianyar, Yayasan Dharma Seni Museum Neka Ubud.
Suwarsono, Alvin Y.So. (1994), Perubahan Sosial
dan Pembangunan, Jakarta, Pustaka LP3ES.
Soedarso, Sp. (2005), Pelacakan  Sini Lukis Indo-
nesia Tradisional Melalui Relief-Relief Candi,
Kidung, Wayang Beber, Seni Lukis Tradisional
Bali,(Materi Kuliah), Yogyakarta, PPS ISI
Vikers, Adrian. (1998), “Peran Koleksi Lukisan
Neuhaus dalam Sejarah Seni Lukis Bali”, dalam
Jurnal Lontar No. 09/Th.III/Triwulan I/ 1998.
Yudoseputra. (1990), Teori-teori Perubahan Sosial,
Bandung, Program Pasca Sarjana Universitas
Padjajaran.
Directives for Manuscript MUDRA Journal of Art and Culture
ISSN 0854-3461
Volume 26, Nomor 2, Juli 2011
AUTHORS INDEKS
VOLUME 25 NUMBER 3 DECEMBER 2010
Adhiputra, A. A. Ngurah., 281.
Artayasa, I Nyoman., 275.
Bendi Yuda, I Made., 258.
Peterman, Lewis., 235.
Ruastiti, Ni Made., 293.
Setem, I Wayan., 246.
Suandi, I Wayan., 267.
Sudiana, I Gusti Ngurah., 302.
Volume 25, Number 3, December 2010 MUDRA Journal of Art and Culture
Peer Reviewers 2010
As a token of gratitude and acknowledgment of their contribution and hard work.
The names of the peer reviewers 2009 :
I Wayan Rai S.
(Indonesia Institute of the Art, Denpasar)
Soegeng Toekio M.












(Sociologist of Art, Swiss)
Directives for Manuscript MUDRA Journal of Art and Culture
Judul Naskah
(Capitalize each word, 16 pt, bold, centered)
(kosong satu spasi tunggal, 16 pt)
Penulis Pertamal, Penulis Kedua2, dan Penulis Ketiga3 (12 pt)
(kosong satu spasi tunggal, 12 pt)
 1. Nama Jurusan, Nama Fakultas, Nama Universitas, Alamat, Kota,
Kode Pos, Negara (10 pt)
2. Kelompok Penelitian, Nama Lembaga, Alamat, Kota, Kode Pos,
Negara (10 pt)
(kosong satu spasi tunggal, 12 pt)
E-mail: penulis@ address. com (10 pt, italic)
(kosong dua spasi tunggal, 10 pt)
Title
(Capitalize each word, 14 pt, bold, centered)
(Blank, one single space of  14 pt)
First Authorl, Second Author2, and Third Author3 (10 pt)
(Blank, one single space of 12 pt)
1. Department’s Name, Faculty’s Names, University’s Name, Address, City, Postal Code, Country (10 pt)
2. Reseach Group, Institution’s Name, Address, City, Postal Code,
Country (10 pt)
(Blank, one single space of  l0 pt)
E-mail: writer@ address. com (10 pt, italic)
(Blank, two single spaces of 10 pt)
Abstrak (10 pt)
(kosong satu spasi tunggal, 10 pt)
Abstrak harus dibuat dalam bahasa Indonesia dan dalam bahasa Inggris. Abstrak bahasa Indonesia ditulis
terlebih dahulu lalu diikuti abstrak dalam bahasa Inggris. Jenis huruf yang digunakan Times New Roman, ukuran
10 pt, spasi tunggal. Abstrak sebaiknya meringkas isi yang mencakup tujuan penelitian, metode penelitian, serta
hasil analisis. Panjang abstrak tidak lebih dari 250 kata.
(kosong dua spasi tunggal, 12 pt)
Title in English (14 pt, bold)
(kosong satu spasi tunggal, 14 pt)
Abstrak1 (10 pt)
(Blank, one single space of 10 pt)
Abstract should be written in Indonesian and English. An English abstract comes after an Indonesian abstract.
The abstract is written in Times New Roman font, size 10 pt, single spacing. Please translate the abstract of
manuscript written in English into Indonesian. The abstract should summarize the content including the aim of
the research, research method, and the results in no more than 250 words.
(blank, one single space of  10 pt)
Keywords: maximum of 4 words in English (10 pt, italics)
(blank, three single spaces of 10 pt)
DIRECTIVES FOR MANUSCRIPT SUBMISSION TO MUDRA
Volume 25, Number 3, December 2010 MUDRA Journal of Art and Culture
PENDAHULUAN (11 pt, bold)
(satu spasi kosong, 11 pt)
Naskah ditulis dengan Times New Roman ukuran 11
pt, spasi tunggal, justified dan tidak ditulis bolak-balik
pada satu halaman. Naskah ditulis pada kertas
berukuran A4 (210 mm x 297 mm) dengan margin
atas 3,5 cm, bawah 2,5 cm, kiri dan kanan masing-
masing 2 cm. Panjang naskah hendaknya tidak
melebihi 20 halaman termasuk gambar dan tabel. Jika
naskah jauh melebihi jumlah tersebut dianjurkan untuk
menjadikannya dua naskah terpisah. Naskah ditulis
dalam bahasa Indonesia atau bahasa Inggris. Jika
ditulis dalam bahasa Inggris sebaiknya telah memenuhi
standar tata bahasa Inggris baku. Judul naskah
hendaknya singkat dan informatif serta tidak melebihi
20 kata. Keywords ditulis dalam bahasa Inggris
diletakkan akhir abstrak.
Penulisan heading dan subheading diawali huruf
besar dan diberi nomor dengan angka Arab.
Sistematika penulisan sekurang-kurangnya mencakup
Pendahuluan, Metode Penelitian, Analisis dan
Interpretasi Data, Simpulan , serta Daftar Rujukan.
Ucapan Terima Kasih/Penghargaan (jika ada)
diletakkan setelah Simpulan dan sebelum Daftar
Rujukan. Headings dalam bahasa Inggris disusun
sebagai berikut: Introduction, Method, Results and/
or Discussion, Conclusion. Acknowledgement (jika
ada) diletakkan setelah Conclusion dan sebelum Ref-
erence. Sebaiknya, penggunaan subsubheadings
dihindari. Jika diperlukan, gunakan numbered out-
line yang terdiri dari angka Arab. Jarak antara
paragraf satu spasi tunggal.
Singkatan/Istilah/Notasi/Simbol
Penggunaan singkatan diperbolehkan, tetapi harus
dituliskan secara lengkap pada saat pertama kali
disebutkan, lalu dibubuhkan singkatannya dalam tanda
kurung. Istilah/kata asing atau daerah ditulis dengan
huruf italic. Notasi, sebaiknya, ringkas dan jelas serta
konsisten dengan cara penulisan yang baku. Simbol/
lambang ditulis dengan jelas dan dapat dibedakan,
seperti penggunaan angka 1 dan huruf 1 (juga angka
0 dan huruf O).
Introduction (11 pt, bold)
(blank, one single space of 11 pt)
The manuscript should be printed with Times New
Roman font, size 11 pt, single spaced, justified on each
sides and on one side of an A4 paper (210 mm x 297
mm).    The margins are 3.5cm from the top, 2.5 cm
from below and 2 cm from each side.  The manu-
script must not exceed 20 pages including pictures
and tables.  When the manuscript go far beyond that
limit the contributors are advised to make it into two
separate papers.  The manuscript is written in Indo-
nesian or English.  When English is used strict ad-
herence to English grammatical rules must be ap-
plied.  The title should be short and informative, and
does not go over 20 words.  Keywords are in English
and presented at the end of the abstract.
The beginnings of headings and subheadings should
be capitalized and given Arabic numbering.  The parts
of the manuscript should at least include an Intro-
duction, Method, Results and/or Discussion, Conclu-
sion and References.  When there is an acknowl-
edgment, it should be put after the conclusion but
before references.  Usage of sub-subheadings should
be avoided.  When needed, use numbered outline
using Arabic numbers.  The distance between one
paragraph to the next is one single space.
Abbreviations/Terms/Symbols
Abbreviations are allowed, but they should be writ-
ten in full when mentioned for the first time, followed
by the abbreviations inside the brackets.  Foreign and
ethnic terms should be italicized.  Notation must be
compact and clear, and consistently follows the ac-
cepted standard.  Symbols are written clearly and
easily distinguished, such as number 1 and the letter
l (or number 0 and the letter O).
Directives for Manuscript MUDRA Journal of Art and Culture
Tabel ditulis dengan Times New Roman berukuran
10 pt dan diletakkan berjarak satu spasi tunggal di
bawah judul tabel. Judul tabel ditulis dengan huruf
berukuran 9 pt (bold) dan ditempatkan di atas tabel
dengan format seperti terlihat pada contoh.
Penomoran tabel menggunakan angka Arab. Jarak
tabel dengan paragraf adalah satu spasi tunggal. Tabel
diletakkan segera setelah perujukkannya dalam teks.
Kerangka tabel menggunakan garis setebal 1 pt. Jika
judul pada setiap kolom tabel cukup panjang dan rumit,
maka kolom diberi nomor dan keterangannya
diberikan di bagian bawah tabel.
(kosong satu spasi, 10 pt)
Tables are written with Times New Roman size 10pt
and put one single space down below the tables’ titles.
The titles are printed bold in the size of 9 pt as theyare
shown in the example.  The tables are numbered with
Arabic numbers.  The distance of a table with the
preceding paragraph is one single space.  The tables
are presented after they are being referred to in the
text.  1 pt thick lines should be used to outline the
tables.  If the titles for the columns are long and com-
plicated, the columns should be numbered and the
explanation of each number should be put below the
table.








































Tabel 1. Wacana Estetika
(Two single spaces of 10 pt)
Gambar diletakkan simetris dalam kolom halaman,
berjarak satu spasi tunggal dari paragraf. Gambar
diletakkan segera setelah penunjukkannya dalam
teks. Gambar diberi nomor urut dengan angka Arab.
Keterangan gambar diletakkan di bawah gambar dan
berjarak satu spasi tunggal dari gambar.
Penulisan keterangan gambar menggunakan huruf
berukuran 9 pt, bold dan diletakkan seperti pada
contoh. Jarak keterangan gambar dengan paragraf
adalah dua spasi tunggal. Gambar yang telah
dipublikasikan oleh penulis lain harus mendapat ijin
tertulis penulis dan penerbitnya. Sertakan satu gambar
yang dicetak dengan kualitas baik berukuran satu
Pictures are put in the center of page, one single space
from the preceding paragraph.  A picture is presented
after it is pointed out in the text. Pictures are num-
bered using Arabic numbers.  Information on the pic-
ture is put one single space down below the picture.
The information should be written with the size of 9
pt and in bold according to the example.  The infor-
mation is two single spaces of 10 pt above the fol-
lowing paragraph.  Permissions should be obtained
from the authors and publishers for previously pub-
lished pictures.  Attached a full page of the picture
with a good printing quality, or electronic file with
 (sumber: Agus Sochari, 2002: 9)
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halaman penuh atau hasil scan dengan resolusi baik
dalam format {nama file}.eps, {nama file} jpeg atau
{nama file}.tiff. Jika gambar dalam format foto,
sertakan satu foto asli. Gambar akan dicetak hitam-
putih, kecuali jika memang perlu ditampilkan
berwarna. Font yang digunakan dalam pembuatan
gambar atau grafik, sebaiknya, yang umum dimiliki
setiap pengolah kata dan sistem operasi seperti
Simbol, Times New Romans dan Arial dengan ukuran
tidak kurang dari 9 pt. File gambar dari aplikasi seperti
Corel Draw, Adobe Illustrator dan Aldus Freehand
dapat memberikan hasil yang lebih baik dan dapat
diperkecil tanpa mengubah resolusinya.
either formats: {file name}.jpeg, {file name}.esp or
{file name}.tiff. If the picture is a photograph, please
attach one print.  Pictures will be printed in black and
white, unless there is a need to have them in colors.
It is advisable that the fonts used in creating pictures
or graphics are recognized by most word processors
and operation systems, such as Symbols, Times New
Romans, and Arial with minimum size of 9 pt.  Pic-
ture files from applications such as Corel Draw, Adobe
Illustrator and Aldus Freehands have better quality
and can be reduced without changing the resolution.
(blank, one single space of 10 pt)
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Kutipan dalam naskah menggunakan sistem kutipan
langsung. Penggunaan catatan kaki (footnote) sedapat
mungkin dihindari. Kutipan yang tidak lebih dari 4
(empat) baris diintegrasikan dalam teks, diapit tanda
kutip, sedangkan kutipan yang lebih dari 4 (empat)
baris diletakkan terpisah dari teks dengan jarak 1,5
spasi tunggal, berukuran 10 pt, serta diapit oleh tanda
kutip.
Setiap kutipan harus disertai dengan nama keluarga/
nama belakang penulis. Jika penulis lebih dari satu
orang, yang dicantumkan hanya nama keluarga penulis
pertama diikuti dengan dkk. Nama keluarga atau
nama belakang penulis dapat ditulis sebelum atau
setelah kutipan. Ada beberapa cara penulisan kutipan.
Kutipan langsung dari halaman tertentu ditulis sebagai
berikut (Grimes, 2001: 157). Jika yang diacu adalah
pokok pikiran dari beberapa halaman, cara
penulisannya adalah sebagai berikut (Grimes, 2001:
98-157), atau jika yang diacu adalah pokok pikiran
dari keseluruhan naskah, cara penulisannya sebagai
berikut (Grimes, 2001).
Daftar Rujukan
(kosong satu spasi tunggal, 11 pt)
Penulisan daftar acuan mengikuti format APA (Ameri-
can Psychological Association). Daftar acuan
harus menggunakan sumber primer (jurnal atau
buku). Sebaiknya, acuan juga menggunakan naskah
yang diterbitkan dalam jurnal MUDRA edisi
sebelumnya. Daftar acuan diurutkan secara alfabetis
berdasarkan nama keluarga/nama belakang penulis.
Secara umum, urutan penulisan acuan adalah nama
penulis, tanda titik, tahun terbit yang ditulis dalam
dalam kurung, tanda titik, judul acuan, tempat terbit,
tanda titik dua, nama penerbit. Nama penulis yang
dicantumkan paling banyak tiga orang. Jika lebih dari
empat orang, tuliskan nama penulis utama dilanjutkan
dengan dkk. Nama keluarga Tionghoa dan Korea
tidak perlu dibalik karena nama keluarga telah terletak
di awal. Tahun terbit langsung diterakan setelah nama
penulis agar memudahkan penelusuran kemutakhiran
bahan acuan. Judul buku ditulis dengan huruf italic.
Judul naskah jurnal atau majalah ditulis dengan huruf
regular, diikuti dengan nama jurnal atau majalah
dengan huruf italic. Jika penulis yang diacu menulis
dua atau lebih karya dalam setahun, penulisan tahun
The journal prefers direct quotation.  The usages of
footnotes should be avoided wherever possible.
Quotations of no more than 4 lines should be inte-
grated in the text and in between quotation marks.
When the citation exceeds 4 lines, it should be put
separately 1.5 single spaces away of 10 pt from the
main text and put between quotation marks.
Every quotation must be followed by the family name
of its author.  When there is more than one author,
only the first author’s family name is printed followed
by et alia.  The name or family name of the author
can be mentioned before or after the quotation.  There
are some ways of writing quotations.  Direct citation
from a specific page is written as follows: (Grimes,
2001:15).  When a reference is made to the main
idea of a couple of pages, the following should be
used: (Grimes, 2001: 98–157).  When a reference is
made to a text in general, the following should be
used (Grimes, 2001).
List of References
(Blank, one single space of 11 pt)
The journal adheres to the APA format when
it comes to list of references.  Primary sources should
be used (journals and books).  It is wise to include
previous works published in MUDRA.  The refer-
ences are listed alphabetically according to the au-
thors’ family names.  In general, the order of writing
is the following: author’s name, period, title, place of
publication, colon, publisher.  The maximum number
of authors mentioned for each reference is 3. When
there are 4 authors, mention the main author followed
by et.al.  Chinese and Korean names do not need to
be reversed because the family names are at the
beginning.  Year of publication should be printed right
after the author to make it easier to note how up-to-
date the sources are.  Titles are written in italics.
Journal and magazine articles’ titles are written in
regular letters, followed by the names of the journal
or magazine in italics.  If two or more cited works of
the same author were published in the same year,
the publishing years are followed by the letters a, b
etc. For example: Miner, JB. (2004a), Miner, J.B.
(2004b).
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terbit dibubuhi huruf a, b, dan seterusnya agar tidak
membingungkan pembaca tentang karya yang diacu,
misalnya: Miner, J.B. (2004a), Miner, J.B. (2004b).
Contoh penulisan daftar acuan adalah sebagai berikut:
Acuan dari buku dengan satu satu, dua, dan tiga
pengarang
Reference from books with one, two and
three authors
Anderson, Beneditct R.O.G. (1965), Mythology and
the Tolerance of the Javanese, Southeast Asia Pro-
gram, Departement of Studies, Cornell University,
Ithaca, New York.
Bandem, I Made & Frederik Eugene DeBoer. (1995),
Balinese Dance in Transition, Kaja and Kelod,
Oxford University Press, Kuala Lumpur.
Kartodirjo, Sartono, Mawarti Djoened Poesponegoro
& Nugroho Notosusanto. (1997), Sejarah Nasional
Indonesia, Jilid I, Balai Pustaka, Jakarta.
Acuan bab dalam buku
Reference from a book chapter
Markus, H.R., Kitayama, S., & Heiman, R.J. (1996).
Culture and basic psychological principles. Dalam
E.T. Higgins & A.W. Kruglanski (Eds.); Social psy-
chology: Handbook of basic principles. The
Guilford Press, New York.
Buku Terjemahan
Translated Books
Holt, Claire. (1967), Art in Indonesia: Continuities
and Change atau Melacak Jejak Perkembangan
Seni di Indonesia, terjemahan R.M. Soedarsono.
(2000), MSPI, Bandung.
Read, Herber. (1959), The Meaning of  Art atau
Seni Rupa Arti dan Problematikanya, terjemahan
Soedarso Sp. (2000), Duta Wacana Press,
Yogyakarta.
Beberapa buku dengan pengarang sama dalam
tahun yang sama.
A couple of books with similar authors in the
same year
Dalam hal ini nama pengarang untuk sumber kedua
cukup diganti dengan garis bawah  sepanjang
namanya, dan pada tahun penerbitan ditambah huruf
latin kecil sebagai penanda urutan penerbitan.
Greenberg, Josepth H. (1957), Essays in Linguis-
tics, University of Chicago Press, Chicago
_________________. (1966a), Language of Af-
rica, Indiana University Press, Bloomington.
_________________. (1966b), “Language Univer-
sals”, Current Trends in Linguistics (Thomas A.
Sebeok, ed.), Mounton, The Hangue,
Artikel dalam Ensiklopedi dan Kamus
Articles from Encyclopedia and Dictonary
Milton, Rugoff. (tt), “Pop Art”, The Britannica
Encylopedia of American Art, Encylopedia
Britannica Educational Corporation, Chicago.
Hamer, Frank & Janet Hamer. (1991), “Terracotta”,
The potter’s  Dictionary of  Material and Tech-
nique, 3 Edition, A & B Black, London.
Acuan naskah dalam jurnal, koran, dan naskah
seminar
Reference on a text in a journal, newspaper,
and conference paper
Hotomo, Suripan Sandi. (April 1994), “Transformasi
Seni  Kendrung ke Wayang Krucil”, dalam SENI,
Jurnal Pengetahuan dan Penciptaan Seni, IV/02,
BP ISI Yogyakarta, Yogyakarta.
Kwi Kian Gie. (4 Agustus 2004), “KKN Akar Semua
Permasalahan Bangsa” Kompas.
Buchori Z., Imam. (2-3 Mei 1990), “Aspek Desain
dalam Produk Kriya”, dalam Seminar Kriya 1990
ISI Yogyakarta, di Hotel Ambarukmo Yogyakarta.
Acuan dari dokumen online (website/internet)
Reference from online document
Goltz, Pat. (1 Mei 2004), Sinichi Suzuki had a Good
Idea, But… http/www. Seghea com/homescool/
Suzuki.htlm
Wood, Enid. (1 Mei 2004), Sinichi Suzuki 1889-1998:
Violinist, Educator, Philosoper and Humanitar-
ian, Founder of the Suzuki  Method, Sinichi Suzuki
Association. http/www. Internationalsuzuki.htlm
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Acuan dari jurnal online
Reference from online journal
Jenet, B.L. (2006). A meta-analysis on Online Social
Behavior. Journal of Internet Psychology, 4.





Henriques, J.B., & Davidson, R.J. (1991) Left fron-
tal Hypoactivation in Depression, Journal of Abnor-
mal Psychology, 100, 535-545. Diunduh 16 Novem-
ber 2006 dari PsychINFO database
Acuan dari tugas akhir, skripsi, tesis dan
disertasi
Reference from final projects, undergraduate
final essay, thesis and dissertation
Santoso, G.A. (1993). Faktor-faktor Sosial
Psikologis yang Berpengaruh Terhadap
Tindakan Orang Tua untuk Melanjutkan
Pendidikan Anak ke Sekolah Lanjutan Tingkat
Pertama (Studi Lapangan di Pedesaan Jawa
Barat dengan Analisis Model Persamaan
Struktural). Disertasi Doktor Program Pascasarjana
Universitas Indonesia, Jakarta.
Acuan dari laporan penelitian
Reference from research report
Villegas, M., & Tinsley, J. (2003). Does Education
Play a Role in Body Image Dissatisfaction?,
(Laporan Penelitian), Buena Vista University.
Pusat Penelitian Kesehatan Universitas Indonesia.
(2006). Survei Nasional Penyalahgunaan dan
Peredaran Gelap Narkoba pada Kelompok
Rumah Tangga di Indonesia, Pusat Penelitian UI
dan Badan Narkotika Nasional, Depok.
Daftar Nara Sumber/Informan
Dalam hal ini yang harus disajikan adalah nama dan
tahun kelahiran/usia, profesi, tempat dan tanggal
diadakan wawancaara. Susunan data narasumber
diurutkan secara alfabetik menurut nama tokoh  yang
diwawancarai.
Erawan, I Nyoman (56th.), Pelukis, wawancara
tanggal 21 Juni 2008 di rumahnya, Banjar Babakan,
Sukawati, Gianyar,  Bali.
Rudana, I Nyoman (60 th.), pemilik Museum Rudana,
wawancara tanggal 30 Juni 2008 di Museum Rudana,
Ubud, Bali.
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Lampiran
(kosong satu spasi tunggal, 11 pt)
Lampiran hanya digunakan jika benar-benar sangat
diperlukan untuk mendukung naskah, misalnya
kuesioner, kutipan undang-undang, transliterasi
naskah, transkripsi rekaman yang dianalisis, peta,
gambar, tabel/bagian hasil perhitungan analisis, atau
rumus-rumus perhitungan. Lampiran diletakkan
setelah Daftar Acuan/Reference. Apabila
memerlukan lebih dari satu lampiran, hendaknya diberi
nomor urut dengan angka Arab.
2.   Naskah Hasil Penciptaan
Judul Naskah
(all caps, 16 pt, bold, centered)
(kosong satu spasi tunggal, 16 pt)
Penulis Pertamal, Penulis Kedua2, dan Penulis
Ketiga3 (10 pt)
(kosong satu spasi tunggal, 10 pt)
1. Nama Jurusan, Nama Fakultas, Nama Universi-
tas, Alamat, Kota,
Kode Pos, Negara (10 pt)
2. Kelompok Pencipta, Nama Lembaga, Alamat,
Kota, Kode Pos,
Negara (10 pt)
(kosong satu spasi tunggal,10 pt)
E-mail: penulis@ address. com (10 pt)
(kosong dua spasi tunggal, 10 pt)
Abstrak (10 pt)
(kosong satu spasi tunggal, 10 pt)
Abstrak harus dibuat dalam bahasa Indonesia dan
dalam bahasa Inggris. Abstrak bahasa Indonesia
ditulis terlebih dahulu lalu diikuti abstrak dalam bahasa
Inggris. Jenis huruf yang digunakan Times New Ro-
man, ukuran 10 pt, spasi tunggal. Abstrak sebaiknya
meringkas isi yang mencakup tujuan penciptaan,
metode penciptaan, serta wujud karya. Panjang
abstrak tidak lebih dari 250 kata.
(kosong dua spasi tunggal, 10 pt)
Appendices
(blank, one single space of 11 pt)
Appendices are used when they are really needed to
support the text, for example questionnaires, legal
citations, manuscript transliterations, analyzed inter-
view transcription, maps, pictures, tables containing
results of calculations, or formulas.  Appendices are
put after the references and numbered using Arabic
numbers.
2.  Result of Creative Work
Title
(all caps, 16 pt, bold, centered)
(blank, one single space of  16 pt)
First authorl, Second author2, and Third author3 (10 pt)
(blank, one single space of  10 pt)
1. Department’s name, Faculty’s name,
University’s name, Address, City, Postal Code,
Country (10 pt)
2. Group of creator, Institution’s name, Address,
City, Postal code,
Country (10 pt)
(blank, one single space of  l0 pt)
E-mail: author@ address. com (10 pt, italic)
(blank, two single spaces of 10 pt)
Abstrak (10 pt, bold)
(blank, one single space of 10 pt)
Abstract should be written in Indonesian and English.
An English abstract comes after an Indonesian ab-
stract. The abstract is written in Times New Roman
font, size 10 pt, single spacing. Please translate the
abstract of manuscript written in English into Indo-
nesian. The abstract should summarize the content
including the aim of the research, research method,
and the results in no more than 250 words.
(blank, one single space of 10 pt)
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Keywords: maksimum 4 kata kunci ditulis dalam
bahasa Inggris (10 pt, italic)
(kosong tiga spasi tungga1, 10 pt)
PENDAHULUAN (11 pt, bold)
(satu spasi kosong,11 pt)
Naskah ditulis dengan Times New Roman ukuran 11
pt, spasi tunggal, justified dan tidak ditulis bolak-balik
pada satu halaman. Naskah ditulis pada kertas
berukuran A4 (210 mm x 297 mm) dengan margin
atas 3,5 cm, bawah 2,5 cm, kiri dan kanan masing-
masing 2 cm. Panjang naskah hendaknya tidak
melebihi 20 halaman termasuk gambar dan tabel.
Penulisan heading dan subheading diawali huruf
besar dan diberi nomor dengan angka Arab.
Sistematika penulisan sekurang-kurangnya mencakup
pendahuluan, metode penciptaan, proses perujudan,
wujud karya, Kesimpulan, serta Daftar Rujukan.
Ucapan Terima Kasih/Penghargaan (jika ada)
diletakkan setelah Kesimpulan dan sebelum Daftar
Acuan.
Lebih lanjut mengenai singkatan/istilah/notasi/simbol
dan daftar rujukan sama dengan naskah dari hasil
Penelitian.
Keywords: maximum of 4 words in English (10 pt,
italics)
(blank, three single spaces of 10 pt)
INTRODUCTION (11 pt, bold)
(blank, one single space of 11 pt)
The manuscript should be printed with Times New
Roman font, size 11 pt, single spaced, justified on each
sides and on one side of an A4 paper (210 mm x 297
mm).    The margins are 3.5cm from the top, 2.5 cm
from below and 2 cm from each side.  The manu-
script must not exceed 20 pages including pictures
and tables.
The beginnings of headings and subheadings should
be capitalized and given Arabic numbering.  The parts
of the manuscript should at least include an Intro-
duction, Creative Method, Conclusion and Refer-
ences.  When there is an acknowledgment, it should
be put after the conclusion but before references.
Usage of sub-subheadings should be avoided.  When
needed, use numbered outline using Arabic numbers.
The distance between paragraphs is one single space.
The directions on abbreviations/terms/notations/sym-
bols and references follow the directions for the re-
search manuscript.
